and differences. In addition, he includes summaries of the discussions around two controversial fi lms that were not shown in cinemas but rather screened by independent associations (the 1928 bio-pic Luther and the 1931 social drama Mädchen in Uniform, which marked, in 1933, the end of German imports for many years and one of the few German sound fi lms to be screened in South Africa), an extended discussion of Josef von Sternberg's Der blaue Engel, which provided the touchstone case for introducing a centralized censorship board in 1931, as well as sections on the history of South African fi lm censorship and the status of movie-star publicity as it developed around Emil Jannings and Brigitte Helm.
Indeed, Eckardt is able to prove his somewhat trite hypothesis that the specifi c South African reception context positioned these Weimar feature fi lms within a different social discourse than in Germany. But this expectable result is less signifi cant than the trajectory of his argument and evidence. Thus, the interested reader can learn much about the function of German fi lms as a counterweight to the Hollywood features that dominated South African screens up until 1927. Within a span of three years they gained a reputation for high production values, artistic craftsmanship, and realistic acting and they were especially appreciated as well for introducing new faces and what was perceived as a kind of "European exoticism." Moreover, Eckardt is able to document how UFA's export strategy aimed at selecting fi lms for South Africa that fi ltered out more socially critical and ideologically tendentious features in favor of "high quality" entertainment that resonated with the conservative local context and a generally positive attitude toward German culture and values on the part of the immigrant European population. The reception analyses of Der blaue Engel and Metropolis in particular confi rm the author's perspective. In the case of the latter the ideological critique that dominated reviews in Germany and the United States was not an issue; Metropolis was perceived as an unusually stylized but artistic work by a master director. In the case of the former, neither the issue of adaptation (Heinrich Mann's socially critical novel was unknown in South Africa and therefore not a standard for measuring the fi lm's social message) nor the pathos of Jannings's acting were issues; rather within the South African context Rath's morally transgressive behavior in Der blaue Engel was seen as a purely individual failing, while Dietrich's Lola Lola was seen by this audience exclusively as a prostitute and threat to the stability of bourgeois morality (and thus the fi lm became the object of the censorship controversy mentioned above). These kinds of microhistorical insights distinguish this study and make it an important contribution to South African fi lm history as well as more generally to the fi lm historiography of non-dominant cinemas.
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Kunst der Propaganda. Der Film im Dritten Reich. Herausgegeben von Manuel Köppen und Erhard Schütz. Bern: Peter Lang, 2007. 298 Seiten. €53,30 .
Manuel Köppen and Erhard Schütz's edited volume Kunst der Propaganda. Der Film im Dritten
Reich is the product of a seminar at the Humboldt University in Berlin. Situating close readings within historical discourses, turning occasionally to relevant secondary literature and theory, the authors examine the Third Reich's emphasis on the emotional appeal of fi lm both as art and propaganda, National Socialist uses and understandings of the media, the construction of space in relation to Nazi expansionism, and the building of a Volksgemeinschaft. Although the authors cover a range of topics and fi lms, the thematic and methodological consistency in this volume is noteworthy: common concerns and references to a shared body of primary and secondary literature and fi lms provide a connecting thread throughout the work. Much has been written about the use of fi lm as propaganda in the Third Reich; nevertheless, the essays in this collection make some interesting contributions. Marian Kaiser provides a solid foundation for the rest of the volume, outlining fundamental principles in Third Reich fi lm theory, which treated fi lm as an art form using technology and sensory appeals to reveal essential German truths, form German identity and community, and expand German space. Simon Roloff couples 1920s and 1930s German theories of propaganda, which purported to turn enemies' tactics of contagion, circulation, and conspiracy upon them, with fi lms well-known for such motifs (Jud Süß, Ohm Krüger, La Habanera, Robert Koch, Germanin, and Paracelsus) , arguing that the methods of infection and conspiracy represented by the enemy are inverted by the heroes to become antidotes. Manuel Köppen shows how the subgenre of artist biopic refl ected not only the propaganda ministry's artistic ambitions but also a progression, related to wartime conditions, in the depiction of the genius-leader and his proximity to insanity and catastrophe. Erhard Schütz's detailed history of the representation of the air war reveals evolving effects of narrative and style, which include, among other things, the glorifi cation of the new technology and masculinity associated with it, the distancing of cause and effect, justifi cation of the air war abroad, and the promotion of German culture and community and their need to endure. Wolfgang Kabatek argues clearly and engagingly that the negative image of the metropolis, which had been juxtaposed to the traditional provinces by conservatives in the Weimar Republic, needed to be developed into a positive image more suitable to the capital of the Third Reich. Kabatek illustrates the beginnings of this development and how it reshapes Weimar discourses in close readings of Schleppzug M 17 and Hitlerjunge Quex. Geesa Tuch uses readings of Romanze in Moll, La Habanera, Das unsterbliche Herz, Schwarze Rosen, Die goldene Stadt, Damals, and Die große Liebe to outline a genre of "ermächtigte Melodramen" in the Third Reich that disciplined desire in service of the community. Rebekka Hufendiek discusses Wunschkonzert, Die große Liebe, and Fronttheater as examples of the Heimat-Front fi lm, which refl ected upon and exemplifi ed the use of technology to connect homeland and front politically and emotionally. Astrid Pohl argues that, as a melodrama with a male protagonist produced late in the war (and shown only after the war's end), Große Freiheit Nr. 7 spoke to the decline of the National Socialist male ideal, pointing towards realities of retreat, resignation, and survival. In his discussion of the Nazi-era works of youth author and director Alfred Weidenmann, Rüdiger Steinlein shows how the narratives bring together a young male collective under a youthful leader fi gure, integrating outsiders and overcoming challenges. While drawing in part on models predating the Nazi era, the fi lms also emphasize a range of National Socialist values and stylistically can be characterized by activity, mechanization, and fetishization of Nazi symbols. In Manuel Köppen's concluding essay, analysis of a panorama of fi lms shows the evolution of the conceptual binary Heimat-Fremde through the Third Reich and into the 1950s in the Federal Republic of Germany. Although the meanings and uses of this juxtaposition change, the foreign repeatedly can be seen as overdetermined and ambivalent, a projection screen for fears and desires that is used to defi ne home and approach contemporary issues. This essay, which focuses on ambivalence, excesses of meaning that put fi lms and the spectator beyond the control of the propaganda ministry, and continuities with both Weimar and the FRG, ends this volume on a strong note and brings it into dialogue with other recent and ongoing work in the fi eld.
One fi nishes this book with a good sense of some of the main goals and strategies of the propaganda ministry, a familiarity with a number of signifi cant fi lms, and an impression of what likely was covered in this seminar. The essays are for the most part solid-varying somewhat in both quality and length. Many of the contributions could be more concise, and there is some repetition from essay to essay. Readers will certainly value the description and discussion of primary materials, the strength of substantiation for many of the arguments, and the bigger picture painted by some of the authors. The individual fi lm analyses, however, vary in the degree to which they offer fresh insights. Some of these fi lms have already been discussed thoroughly and in similar terms. While some of the authors engage with the secondary literature in English, others neglect signifi cant works with which dialogue would have been productive. The emphasis in some essays on the fi lms' manifest intent also leaves complexities unexplored.
Scholars developing their expertise on Third Reich fi lm would benefi t from having this book on their reading list, due to its strong detail and coherent overview. Colleagues doing related work will want to seek out the contributions most relevant to their own current project, so that they can build on their research and insights. Overall, this volume adds to the available literature on fi lm as propaganda in the Third Reich. It is a welcome sight to fi nd Werner Herzog, one of the most intriguing fi gures of international cinema over the last forty years, featured within Wallfl ower Press's "Director's Cuts" series. More welcome still are the fi nesse and care that Brad Prager brings to the project. Given the director's prodigious output (some fi fty fi lms and counting), the author is to be praised for a meticulously researched and clearly written account of that entire body of work, much of which challenges standard conceptions of fi lm genre and all of which challenges the viewer's conceptions of cinematic form. Rather than commenting on a chronological fi lmography (which does appear in the appendix), Prager is inspired to group the works diachronically by recurrent themes and motifs. The merits of this book go far beyond its usefulness as an introduction to this enigmatic oeuvre, for Herzog scholars will encounter much here that is new to them. The volume's greatest strength lies in Prager's ability to contextualize the fi lms amid the debates they engender without losing sight of the vital impulse within them toward the elements listed in his subtitle: aesthetic ecstasy and truth. Engaging with Herzog leads one on a path that is littered with snares, and this author manages to step in and out of them for the most part without getting caught. First, there is the problem of defusing Herzog by placing him in a tradition-German
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